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In  the  very  first  Southeast  Seven  catalog  foreword  in  April  of 
1977  I  wrote  the  following: 

The  Southeast  Seven  exhibition  is  a  very  special  event  for 
SECCA.  The  program,  co-sponsored  by  the  National  Endow- 
ment for  the  Arts,  which  made  this  exhibition  possible,  fits  our 
goals  and  priorities  like  a  glove.  SECCA's  aim  is  to  act  as  a  sup- 
port system  for  the  artists  of  the  Southeast.  The  Visual  Arts 
Program  of  the  NEA  has  the  same  goal  on  a  national  level. 
NEA's  support  of  this  pilot  program  has  made  a  solid  statement 
of  its  concern  for  and  support  of  the  talented  artists  living  and 
working  outside  of  the  large  urban  centers  of  our  country. 
SECCA  is  encouraged,  and  from  all  indications,  so  are  the 
artists. 

Every  artist  that  submitted  an  application  for  this  first  program 
of  southeastern  fellowships  can  take  pride  in  this  exhibition. 
They  are  well  represented  by  their  colleagues  and  peers— the 
Southeast  Seven. 

Nine  years  later,  the  Southeast  Seven  exhibition  remains  a 
very  special  event  for  SECCA.  This  pioneering  regional  indi- 
vidual artists  fellowship  program  will  soon  begin  its  second 
decade  of  searching  out  and  identifying  southeastern  artists  of 
merit  and  achievement  living  and  working  in  every  state  in  the 
Southeast  including  the  Washington,  D.C.  area.  More  than 
merely  a  fellowship  program  of  monetary  awards,  SECCA 
annually  presents  a  major  touring  exhibition  of  the  seven  artist 
recipients  accompanied  by  an  extensive  catalog.  It  is  reward- 
ing to  see  that  this  unique  format  is  now  beginning  to  be 
emulated  by  other  fellowship  programs  throughout  the  country. 

The  Visual  Arts  Program  of  the  National  Endowment  for  the 
Arts  supported  this  program  from  1976  thru  1984.  Rarely  has 
SECCA  enjoyed  a  more  rewarding  collaborative  relationship 
with  a  funding  agency  than  with  the  NEA  on  this  project.  We 
are  extremely  grateful  to  the  NEA  for  joining  with  SECCA  to 
establish  this  program  and  for  its  willingness  to  help  fund  it  for 
so  long.  As  the  NEA  celebrates  its  20th  anniversary  in  1985  I 
feel  certain  the  Visual  Arts  Program  can  point  with  pride  to  its 
part  in  starting  and  supporting  the  Southeast  Seven  individual 
artist  fellowship  program  at  SECCA.  J 

Ted  Potter  tM 
Director  IH 
SECCA  ■ 


Southeast  Seven  Artists 
Exemplify  Today's 
Pluralism  in  Art 

By  John  Yau 

T 

•  he  works  chosen  for  this  exhibition  are  excellent  examples 
of  what  can  be  accomplished  during  a  time  when  no  single  style 
or  approach  to  art  making  is  dominant.  Of  the  seven  artists,  Scott 
Duce,  Stephen  Fox,  Robert  Hausey,  and  Leonard  Koscianski  are 
painters.  John  Hall  is  a  photographer.  Susan  Iverson  works  in  fiber, 
and  Thomas  Suomalainen  makes  ceramic  sculptures.  Within  their 
respective  mediums,  each  has  evolved  a  distinctive  style— one 
that  both  complements  and  enhances  his  or  her  particular  sense 
of  content. 

The  individuality  of  the  artists  is  all  the  more  apparent  if  we  focus 
on  the  work  of  the  four  painters.  Although  each  of  them  has  used 
night  as  a  temporal  setting  in  many  of  the  paintings,  there  is  little 
else  that  connects  them.  Between  27  and  34  in  age,  they  have 
developed  to  the  point  where  they  must  be  regarded  as  mature 
young  artists. 

While  both  Stephen  Fox  and  Scott  Duce  are  realists,  and  their 
works  convey  contemporary  feelings  of  isolation  and  loneliness, 
the  immediacy  of  their  paintings  is  arrived  at  through  very  different 
means.  Stephen  Fox  employs  oils  ranging  in  color  from  light  to 


dark.  Scott  Duce,  on  the  other  hand,  uses  thin  acrylic  washes,  and 
his  colors  are  tonal  and  cool. 


Whether  it's  a  television  left  on  in  front  of  an  empty  chair  or  a 
mysterious  encounter  on  the  darkened  landing  of  an  apartment 
building,  Scott  Duce's  paintings  poignantly  embody  our  late  20th 
century  despair  and  resignation.  The  colors  are  emotionally  cool, 
almost  as  if  all  the  anger  had  been  bleached  out.  Complementing 
this  limited  palette  is  the  matter-of-fact  way  the  paint  has  been  laid 
down.  By  deliberately  reining  himself  in,  Duce  imparts  to  his  paint- 
ings a  mood  that  simmers,  rather  than  explodes. 

w 

»  ▼  hat's  striking  about  Duce's  paintings  is  his  ability  to  re- 
spond to  the  anxieties  vexing  both  his  public  and  private  psyche. 
By  blurring  the  distinction  between  these  realms,  the  artist  is  able 
to  convey  the  way  these  different  parts  of  our  lives  invade  each 
other  and  weigh  us  down.  The  paintings  arise  out  of  an  under- 
standing of  what  it's  like  to  live  in  an  urban  center.  The  frayed, 
impacted  emotions,  the  forlorn  interior  lives  of  those  who  live 
there.  None  of  this  escapes  Duce's  attention. 


His  familiarity  with  abstraction,  particularly  the  Constructivists,  is 
evident  in  his  architectonic  compositions.  Vertical,  horizontal,  and 
diagonal  lines  not  only  define  different,  largely  autonomous  areas 
within  the  overall  painting,  but  they  convey  the  extent  our  lives 
have  been  compartmentalized.  The  autonomy  of  a  window's 
view  of  an  urban  skyline,  for  example,  reinforces  the  mood  of  iso- 
lation, as  well  as  it  underscores  the  fragmented  reality  of  our 
existence. 

While  Scott  Duce's  paintings  are  emblematic,  Stephen  Fox's  are 
seemingly  records  of  what  he  perceives.  His  paintings  convey  the 
fiction  of  being  on-the-spot  documents  of  both  the  visible  world 
and  his  internal  experience  of  it.  Punctuated  by  the  relentless  glare 
of  a  streetlight,  the  deserted  suburban  streets  Fox  depicts  are  suf- 
fused with  a  loneliness  common  to  us  all.  Looking  at  his  paintings, 
we  feel  as  if  we  are  driving  or  walking  alone  on  a  street  at  night. 
No  one  seems  to  be  awake,  making  us  all  the  more  aware  of  our 
isolation. 

One  can  argue  that  Fox's  paintings  are  composed  in  a  way  that 
allows  the  viewer  to  don  different  guises.  Are  we  a  thief  casing  the 
neighborhood?  Someone  driving  down  an  unfamiliar  street  after 
an  argument  with  a  loved  one?  Why  are  we  standing  on  a  lawn 


staring  at  the  circle  of  light  a  streetlamp  casts  on  a  deserted  road? 
These  different  questions  suggest  the  range  of  perceptions  one  can 
have  in  a  world  that  is  both  stable  and  confusing,  calm  yet  turbu- 
lent. Fox  not  only  asks  us  to  contemplate  the  moment  he  depicts 
and  see  it  anew,  he  also  wants  us  to  recall  why  we  might  have 
stopped  and  looked  at  a  similar  scene.  His  vision  is  the  result  of 
an  ability  to  gracefully  interlock  the  subjective  and  the  objective. 

Stephen  Fox  transforms  banal  scenes  into  heightened,  almost  hal- 
lucinatory instances.  What  we  ordinarily  take  for  granted  becomes 
something  we  have  either  overlooked  or  we  have  never  quite  seen 
before.  The  attention  to  atmosphere  and  details,  the  specific  and 
the  general  is  insistent  without  being  theatrical.  Fox's  strength 
arises  from  the  fact  that  he  never  tells  you  more  than  he  knows. 
What  his  paintings  convey  are  the  particulars  that  make  each 
moment  different. 

A  dream-like  atmosphere  permeates  the  paintings  of  Robert 
Hausey  and  Leonard  Koscianski.  While  both  employ  highly  per- 
sonal, emblematic  images  in  their  narrative  paintings,  the  results 
are  almost  diametrically  opposed  in  mood.  The  differences  are 
further  emphasized  by  the  particular  style  each  artist  has  evolved. 
Robert  Hausey  focuses  on  private  moments.  The  meditative  calm 


with  which  he  builds  up  the  surfaces  of  his  paintings  reinforces  his 
subject  matter,  its  conflation  of  the  mythic  and  the  contemporary. 
Leonard  Koscianski,  on  the  other  hand,  employs  old  master  tech- 
niques such  as  glazing  to  achieve  a  luminous,  eery  light.  The 
brushstrokes  are  tight  and  harsh.  Their  matter-of-fact  brutality 
underscores  both  the  mood  and  violent  subject  matter. 


■Ci  obert  Hausey's  narrative  paintings  can  be  read  as  emblematic 
explorations  of  a  journey  toward  an  unspecified  release— to  ulti- 
mate knowledge,  or  to  complete  oblivion?  A  nude  woman  is 
asleep  in  a  rowboat  which  is  about  to  be  flipped  over.  The  wave 
is  depicted  as  a  crumbling,  wall-like  edifice,  while  the  boat  has 
been  placed  in  a  gravity-defying  position.  As  in  a  dream,  the 
viewer  is  confronted  by  a  world  in  which  the  known  and  un- 
known occupy  each  other's  realm  without  impunity.  Robert 
Hausey  focuses  on  the  instant  just  before  the  climax  occurs.  The 
viewer  is  left  wondering  if  the  woman  will  escape  unharmed?  Or, 
if  she  is  dreaming  she  is  asleep  in  a  boat?  And  if  she  is,  will  she 
awaken  before  the  nightmare  becomes  all  too  real?  Hausey  knows 
that  in  order  to  live  one  must  ask  many  questions  that  cannot  be 


answered.  His  paintings  are  dream-like  visions  of  what  it's  like  to 
dream. 

In  contrast  to  Hausey's  threatened  calm,  Leonard  Koscianski's 
paintings  are  permeated  by  a  violent,  nightmarish  mood.  The 
temporal  setting  of  his  stark  vision  is  always  somewhere  between 
dusk  and  dawn.  Packs  of  snarling  white  dogs  relentlessly  pursue 
their  prey  across  neatly  trimmed  suburban  lawns.  In  the  back- 
ground a  row  of  uninhabited  houses  have  been  discretely  placed, 
like  mute  witnesses. 


oscianski  explores  the  theme  of  pursuit  and  capture  at  a 
feverish  pitch.  His  paintings  envision  a  world  in  which  one  is  either 
a  predator  or  prey,  oppressor  or  victim.  Darwin's  notion  of  "the 
survival  of  the  fittest"  has  been  taken  to  its  logical  conclusion. 

The  wolf-like  dogs,  flesh  colored  pigs,  frightened  deer,  and  hawk- 
like birds  are  emblematic  of  the  dark  forces  at  the  core  of  our 
being.  And  yet,  the  empty  houses,  pristine  settings,  and  translu- 
cent light  reinforce  the  image  of  a  world  from  which  we  are 


absent.  Confronted  by  the  emotional  force  of  these  images  and  the 
matter-of-fact  brutality  of  the  brushstrokes,  the  viewer  i«  both  fas- 
cinated and  repelled.  But  beyond  these  contradictor>'  responses 
lie  unanswerable  questions.  Is  this  an  image  of  the  future?  Or  is  this 
world  parallel  to  ours?  One  that  seeps  into  dreams  with  its  pro- 
phetic message? 

Susan  Iverson's  tapestries  and  Thomas  Suomalainen's  ceramics 
are  convincing  proof  the  boundary  that  once  separated  art  from 
crafts  is  no  longer  a  simple,  clear-cut  matter.  Certainly,  Iverson's 
tapestries  possess  an  immediacy  and  boldness  that  one  associates 
with  contemporary  abstract  painting,  while  Suomalainen's  ceram- 
ics must  be  regarded  as  sculpture.  What  both  artists  have  in  com- 
mon is  an  ability  to  elevate  their  materials  beyond  their  historically 
defined  roles. 

Thomas  Suomalainen  has  not  only  transformed  craft  into  sculp- 
ture, but  he  has  made  his  ceramics  yield  to  his  expressionistic 
approach.  Both  abstract  and  figurative,  his  sculptures  have  an 
obdurate,  yet  sensual,  presence.  The  torso-like  shapes  are  iconic 
and  evocative,  while  the  glazed  surfaces  are  active  in  both  color 
and  reflection. 


Suomalainen's  subject  matter  is  the  human  torso.  His  pieces  range 
from  witty  evocations  of  our  sexuality  to  a  synthesis  of  both  the 
torso  and  a  vase-like  shape.  Possessing  a  thorough  knowledge  of 
the  history  of  ceramics  and  sculpture,  Suomalainen  explores  a 
realm  comprised  of  the  sacred  and  the  profane. 


usan  Iverson  transforms  weaving,  which  we  have  long  re- 
garded as  a  domestic  activity,  into  an  art  making  process.  The  styl- 
ized shapes  she  depicts  in  her  boldly  colored  abstract  landscapes 
can  be  seen  as  evolving  out  of  both  the  tradition  of  weaving  and 
the  history  of  abstract  art.  Instead  of  being  decorative,  Iverson's 
flame-like,  wave-like  shapes  evoke  a  metaphysical  realm  in  which 
doors  are  both  entryways  and  obstacles.  Emblematic  of  weaving, 
the  interlocking  shapes  shift  from  the  water-like  to  the  flame-like 
and  back  again.  Iverson's  subject  matter  is  the  mutability  of  the  world. 

In  the  latter  half  of  the  19th  century  photography  exerted  a  pro- 
found influence  on  painting.  Now,  more  than  a  century  later,  the 
tide  has  turned.  John  Hall  is  a  photographer  whose  knowledge  of 
painting,  particularly  the  American  Precisionists  and  the  Russian 


Constructivists,  has  played  a  role  in  the  way  he  composes  his 
shots.  Hall's  formal  concerns  are  light  and  shadow,  architecture's 
rhythms  and  intervals,  and  the  compositional  frame  in  which  he 
places  these  and  other  elements.  The  sections  of  a  building  or  a 
room  Hall  photographs  embody  the  abstract  patterns  underlying 
all  our  perceptions. 

Abstract  Expressionism,  Pop  Art,  Minimalism— each  of  these  terms 
evokes  both  a  style  and  an  era.  The  1980s,  however,  are  not  domi- 
nated by  a  single  style.  The  seven  artists  in  this  exhibition  exemplify 
the  strengths  of  today's  pluralism.  Unable  to  find  comfort  in  a 
widely  sanctioned  style,  each  has  had  to  fall  back  on  his  or  her 
own  resources  and  beliefs.  In  doing  so,  they  have  evolved  a  recog- 
nizable style  and  attitude  towards  content.  The  work  ranges  from 
emblematic  to  realist,  evocative  to  confrontational.  In  each  in- 
stance the  viewer  senses  both  a  dedication  and  a  commitment  to 
the  possibilities  of  art. 


John  Yau  is  a  poet  and  art  critic  living  in  New  York.  He  has  written  for /Artforum, 
Art  in  America,  Arts  and  Art  and  Antiques  magazines. 


NEA/SECCA  Panel 

i 


Jane  Kessler  I  Curator  of  Contemporary  Art 
Mint  Museum  of  Art 
Charlotte,  North  Carolina 


Katharine  Pearson  I  Editor  and  Author 

Birmingham,  Alabama 

Creative  Ideas  for  Living,  Editor 

American  Crafts:  A  Source  Book  for  ffie  Home, 

Author 


Blue  SkylArtist 

Columbia,  South  Carolina 


JURORS'  STATEMENTS 


Jane  Kessler: 

The  structure  of  the  system  within  which  people  in  the  vi- 
sual arts  function  demands  that  there  be  makers  on  the  one 
side  and  the  responders  on  the  other.  On  the  side  of  the 
makers,  the  responsibility  is  to  mold  content,  technique  and 
expressiveness  into  a  form  which  embodies  a  unique  and 
personal  integrity. 

On  the  side  of  the  responders,  the  responsibility  is  to  bring 
to  the  task  of  selection  an  open  and  receptive  mind,  a  sensi- 
tive and  educated  eye  and  an  encompassing  perspective. 

Changing  trends,  pervasive  influences  and  the  flux  and  flow 
of  the  artistic  climate  make  the  quest  for  personal  expres- 
sion, on  the  one  hand,  and  the  ability  to  truthfully  discrimi- 
nate, on  the  other  hand,  exceptionally  difficult. 

On  the  part  of  the  jurors  for  this  Southeast  Seven  exhibition, 
I  can  truthfully  say  that  the  decisions  were  made  with  sin- 
cerity and  honesty  and  were  the  result  of  a  lively  and  stren- 
uous exchange.  I  believe  that  the  selections  that  we  made 
will  be  a  positive  reflection  of  that  process. 


Katherine  Pearson: 

I  brought  to  this  jury  expertise  in  a  particu  lar  area  of  the  arts, 
that  of  art  in  craft  media.  1  am  more  accustomed  to  viewing 
crafts  independent  of  paintings  or  photography  or  large- 
scale  sculpture.  Yet  in  SECCA's  democratic  jurying  process, 
slides  are  in  alphabetical  order  by  artist's  last  name  (which 
was  not  revealed  to  us  until  our  final  selection  had  been 
made.)  Thus  the  sequence  might  be  a  New  Wave  painting, 
a  stoneware  casserole,  black-and-white  photographs,  a  tra- 
ditional landscape,  and  a  massive  steel  sculpture. 

What  struck  me  most  was  that  material  became  irrelevant 
when  viewing  a  diversity  of  work.  The  diversity  itself  forced 
us  to  reduce  the  criteria  to  the  essential  merit  of  each  artist's 
work.  In  the  end,  it  is  the  energy  and  maturity  of  the  artist's 
expressions,  as  well  as  a  command  of  the  material,  that 
make  it  stand  out  among  lesser  work. 

The  seven  selected  in  this  year's  jurying  are  persuasive  evi- 
dence that  artistic  merit  transcends  style  and  material.  And 
this  is  especially  appropriate  for  an  awards  program  at 
SECCA,  for  SECCA  has  given  valuable  exposure  both  to  art- 
ists working  in  a  region  and  also  to  artists  working  in  materi- 
als that  are  too  often  overlooked  by  other  museums. 


Blue  Sky: 

The  art  I  saw  made  me  feel  hum- 
ble. We  old  fellows  had  better 
wake  up.  I  would  have  flipped 
right  past  my  own  work  in  the  judg- 
ing, because  there  was  so  much 
exciting  new  art.  1  feel  like  I've 
been  asleep  and  these  young  artists 
are  saying  "wake  up!" 

I  can  see  the  influence  of  punk 
rock  music  on  art,  some  of  the 
work  was  mentally  mugging.  Then 
there  was  very  much  ferocity,  and 
I  admit  it  arrests  my  attention,  it 
seems  to  demand  and  command.  1 
tried  to  hold  my  position  against 
this  onslaught,  my  position  of  tradi- 
tional aesthetic  standards,  while 
leaving  my  mind  open  to  new 
ideas,  and  new  approaches  to  pre- 
senting these  ideas.  I'm  glad  to  say 
the  old  forms  aren't  dead.  Many  of 
the  works  spoke  powerfully  through 
these  proven  forms,  the  photo- 
graphs we  chose  are  a  good  exam- 
ple of  this. 

I  listened  (with  my  eyes)  for  the 
quiet  voice  of  subtlety  which  per- 
vaded much  of  the  work.  But  only 
so  long  as  it  whispered  something 
meaningful  and  was  not  just  blow- 
ing in  my  mental  ears. 

The  paintings  derived  from  slides 
have  a  certain  advantage  since  the 
slide  is  the  medium  used  for  judg- 
ing the  applicants.  In  other  words, 
*the  "Sly  d'arte"  (the  sly  of  art)  is 
the  only  medium  where  the  proc- 
ess of  creating  the  art  (blow  it  up 
—trace  it  off— fill  it  in)  is  being  re- 
peated in  the  judging. 

Anyway,  it  was  an  educating  ex- 
perience and  my  own  work  will 
surely  be  veered  in  its  future  course. 

*slicle  art  or  sly  d'arte 


APARTMENT  CONTRADICTION  1984 
acrylic  and  collage  on  canvas 
58  X  58  inches 


Scott  Duce 


"The  work  is  based  on  personal  imagery,  visual  order,  and  a  sense 
of  mystery.  The  imagery  incorporates  both  painting  and  collaged 
elements,  which  try  to  achieve  a  dichotomy  between  flat  visual 
imagery  (the  collage)  and  an  environment  which  is  very  spatial  and 
believable.  The  collage  consists  of  images  from  the  mass  media  to 
photographs  taken  directly  from  television.  In  contrast  the  land- 
scapes or  interiors  are  traditional  in  their  recession  of  space,  sense 
of  light,  and  atmospheric  value  or  color.  If  they  are  images  that  stay 
in  my  mind  or  have  a  certain  spatial  interest,  such  as  color,  value, 
or  shape,  then  the  need  to  paint  the  image  warrants  my  energies. 
Often  the  image  changes  from  the  preconceived  concept  to  some- 
thing unexpected  and  fresh.  The  space  in  the  work  is  never  an 
actual  place  but  a  visual  description  of  the  nonexisting  environ- 
ment. The  light  in  the  work  creates  the  mystery,  the  space  acts  as 
a  spatial  atmosphere  in  which  the  media  image  looms  with  a  sense 
of  the  unreal/real  presence.  Conveying  a  sense  of  isolation  of  a 
moment  before  something  might  or  might  not  happen  allows  the 
viewer  to  fill  in  the  unknown  variables  which  complete  the  image. 
The  sudden  unexpected  shadow  or  harsh  light  on  an  object  draws 
ones  attention  but  at  the  same  time  the  flat  collaged  image  is  glar- 
ing back  as  if  to  say  what  is  'real'." 


Bom: 

1956 


Education: 

B.F.A.,  University  of  Utah,  1981 
M.F.A.,  Boston  University,  1983 

Present  Position: 

Assistant  Professor,  Wesleyan  College,  Macon,  Georgia 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artist  Fellowship,  1984 
Summer  Research  Grant,  Wesleyan  College,  1984 

Awards: 

Alexandria  Museum  Arts  Merit  Award,  September  Competition,  Alexandria,  Louisiana,  1985 
2nd  Annual  Small  Print  and  Drawing  Exhibition,  Cobleskill,  New  York,  1984 
1983  National  Drawing  Competition,  Berkeley  Gallery,  Meriden,  New  FHampshire,  1983 
FHonorable  Mention,  45th  Annual  Exhibition  of  Contemporary  American  Painting,  Palm  Beach, 
Florida,  1983 

Selected  Exhibitions: 

48th  Annual  Mid-year  Exhibition,  Butler  Institute  of  American  Art,  Youngston,  Ohio,  1984 
Two- Dimensions  International  Exhibition,  University  of  Texas  at  El  Paso,  1984 
Alexandria  Museum  September  Competition,  Alexandria,  Louisiana,  1984 

45th  Annual  Exhibition  of  Contemporary  American  Painting  1983,  Society  of  the  Four  Arts,  Palm  Beach, 
Florida,  1983 

The  1983  Painting  and  Sculpture  Exhibition,  Berkshire  Museum,  Pittsfield,  Massachusetts,  1983 

Selected  Collections: 

University  of  Texas  at  El  Paso 

McDonalds  Corporation,  Oak  Brook,  Illinois 

Gallery  Affiliation: 

Phyllis  Weil  &  Company,  New  York 


BEHIND  THE  FURNITURE  STORE  1984 
oil  on  canvas 
30  X  27%  inches 


Stephen  Fox 


"I  paint  landscapes.  They  are  of  ordinary  places  that  most  of  us 
pass  by  without  a  second  glance.  Through  my  paintings  I  interpret 
these  environments,  seeking  a  combination  of  color,  atmosphere, 
and  light  that  pushes  vision  beyond  the  surface  of  ordinary 
appearances." 


Bom: 

1957 


Education: 

B.F.A.,  Painting  and  Printmaking,  Virginia  Commonwealth  University,  Richmond,  1980 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artists  Fellowship,  1984 

Virginia  Commission  for  the  Arts  Professional  Fellowship,  1983 

Awards: 

Best  Products  Purchase  Award,  Virginia  Museum  of  Fine  Arts,  Richmond,  1983 

Selected  Solo  Exhibitions: 

Cudahy's  Gallery,  Richmond,  Virginia,  1983 

Peninsula  Fine  Arts  Center,  Newport  News,  Virginia,  1983 

Selected  Exhibitions: 

Peninsula  Fine  Arts  Center,  Newport  News,  Virginia,  1984 
Virginia  Museum  of  Fine  Arts,  Richmond,  1983 
Cudahy's  Gallery,  Richmond,  Virginia,  1982 
Marietta  College,  Marietta,  Ohio,  1982 
Virginia  Museum  of  Fine  Arts,  Richmond,  1981 


PATTERN  ABSTRACTION  I  1984 
silver- print  photograph 
26y4  X  ]8Va  inches 


John  M.  Hall 


"Desire/want  (conscious  and/or  automatic)  is  the  beginning. 
Action  (conviction,  participation  and  experience)  follows.  Knowl- 
edge is  gained,  limits  extended  and  desire  rekindled.  The  immedi- 
ate present  is  altered  leaving  a  residue  of  experience  in  the  work. 

"Recently  my  work  takes  me  further  from  representation,  away 
from  my  preconceived  notions  of  what  and  how  a  photograph  is 
traditionally  perceived  and  towards  the  possibilities  of  absolute 
visual  energies." 


Bom: 

1953 


Education: 

B.F.A.,  Environmental  Design  and  Architecture,  North  Carolina  State  University,  Raleigh,  1985 

Present  Position: 

North  Carolina  School  of  the  Arts,  Photography  Instructor;  Free-lance  Architecture  and  Interior 
Photographer 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artists  Fellowship,  1984  i 

Publications: 

Work  published  in  Details,  May  1984,  New  York 

Selected  Exhibitions: 

One-person  Exhibition,  Facade  Gallery,  New  York,  1985 
Two-person  Exhibition,  Facade  Gallery,  New  York,  1984 

Juried  Competition,  Associated  Artists  of  Winston-Salem,  Winston  Square,  Winston-Salem,  North  Carolina, 
1984 

Juried  Competition  and  Exhibition,  Meredith  College,  1984 

"Carolina  Contrasts,"  Group  Exhibition,  Avery  Fischer  Hall's  Cork  Gallery,  New  York,  1984 
Two-person  Exhibition,  Barreto  Contemporary  Art,  Boston,  Massachusetts,  1983 
One-person  Exhibition,  Southeastern  Center  for  Contemporary  Art,  1983 

Gallery  Affiliation: 

Facade  Gallery,  New  York 


I 


NIGHT  1983-84 
oil  on  canvas 
96  X  84  inches 


Robert  Hausey 


"1  consider  myself  an  image  maker.  My  paintings  are  often  of  lone 
female  figures  in  variations  of  classical  poses.  These  works  are  usu- 
ally night  scenes.  I  use  large,  dark  areas  to  create  variety  in  the 
quality  and  intensity  of  contrasts.  The  darkness  also  allows  infor- 
mation to  be  lost  and  found  in  the  process  of  viewing. 

"I  want  to  make  paintings  that  are  explicit  without  limiting  the 
audience's  response.  I  attempt  to  obtain  an  approach -avoidance 
reaction  by  establishing  an  uncertain  relationship  between  the 
figure  and  its  environment  and  through  contradictions  in  scale  and 
placement.  Most  of  all!  want  to  create  a  sense  of  mystery  that  will 
solicit  and  maintain  one's  attention  for  longer  than  an  instant." 


Bom: 

1949 


Education: 

B.F.A.,  Painting,  Louisiana  State  University,  Baton  Rouge,  1971 
M.F.A.,  Painting,  University  of  Pennsylvania,  Philadelphia,  1974 

Present  Position: 

Associate  Professor,  Louisiana  State  University,  Baton  Rouge 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artists  Fellowship,  1984 

Louisiana  Division  of  the  Arts  Fellowship  in  Visual  Arts,  1981 

Skowhegan  School  of  Painting  and  Sculpture  Independent  Scholarship,  1975 

Awards: 

Jean  Despuljols  Memorial  Award,  Shreveport  Art  Guild  1982  National  Biennial  Exhibition,  Meadows 

Museum  of  Art,  Shreveport,  Louisiana,  1982 
Merit  Award,  Birmingham  Biennial,  Birmingham  Museum  of  Art,  Birmingham,  Alabama,  1981 

Selected  Exhibitions: 

"Four  on  the  Figure,"  Galerie  Simonne  Stern,  New  Orleans,  1985 
One-person  Exhibition,  Galerie  Simonne  Stern,  New  Orleans,  1984 
"New  Talent,"  More  Gallery,  Philadelphia,  1984 

"Bodies  and  Souls,"  (Part  of  Artists'  Choice  Museum),  Tibor  de  Nagy  Gallery,  New  York,  1983 
"The  Nude,"  More  Gallery,  Philadelphia,  1983 

"1983  Piedmont  Exhibition,"  Mint  Museum  of  Art,  Charlotte,  North  Carolina,  1983 


Gallery  Affiliation: 

Galerie  Simonne  Stern,  New  Orleans 


VIEW— QUIET  PASSAGE  1984 
wool  on  linen  warp 
72  X  96  inches 


Susan  Iverson 


"For  the  last  two  years  I  have  been  working  on  a  series  of  tapestries 
that  deal  with  the  idea  of  doorway/entry/passage.  Some  of  the 
tapestries  have  a  very  specific  architectural  reference  while  others 
deal  with  the  idea  in  a  more  theoretical  or  emotional  manner." 


Bom: 

1951 


Education: 

B.F.A.,  Colorado  State  University,  Fort  Collins,  1973 
M.F.A.,  Tyler  School  of  Art,  Philadelphia,  1975 

Present  Position: 

Associate  Professor,  Virginia  Commonwealth  University,  Richmond 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artists  Fellowship,  1984 

National  Endowment  for  the  Arts  Individual  Crafts  Fellowship,  1979 

Virginia  Commonwealth  University,  Faculty  Grant-in-aid,  1976,  1978,  1983 

Selected  Exhibitions: 

"Woven  Works:  Tradition  and  Innovation,"  Lawton  Gallery,  University  of  Wisconsin,  Green  Bay,  1984 

"Tapestries,"  Reynolds/Minor  Gallery,  Richmond,  Virginia,  1984 

"Annual  Crafts  Invitational,"  Southeastern  Center  for  Contemporary  Art,  1983 

"Susan  Iverson/John  Hawthorne,"  ICA  Gallery,  Virginia  Museum  of  Fine  Arts,  Richmond,  1981 

"Susan  Iverson,"  Davis  Gallery,  Idaho  State  University,  Pocatello,  1981 

"Contemporary  Tapestry,"  Pratt  Manhattan  Center  Gallery,  New  York,  1980 

Group  Exhibition,  Contemporary  Artisans,  San  Francisco,  1979 

"Fiber,  Metal  and  Clay— A  Contemporary  View,"  Slusser  Gallery,  Ann  Arbor,  Michigan,  1978 
"Young  Americans,"  Southeastern  Center  for  Contemporary  Art,  and  Museum  of  Contemporary  Crafts, 
New  York,  1977 


HEAD  TO  HEAD  1984 
oil  on  canvas 
96  X  138  inches 

Loaned  by  Robert  and  Nancy  Kaye,  Rumson,  New  Jersey 


Leonard  Koscianski 


"The  violent  animal  images  in  my  current  work  evolved  from  a 
desire  to  make  landscape  images  as  vehicles  for  strong  expressive 
statements.  As  a  student  I  spent  many  hours  studying  and  copying 
the  Baroque,  Romantic  and  Surrealist  paintings  in  the  Cleveland 
Museum  of  Art.  I  was  especially  drawn  to  the  idyllic  pastorals  of 
Claude,  and  the  disturbed,  turbulent  landscapes  of  Hobbema, 
Ruisdael  and  Turner.  I  was  also  fascinated  by  the  images  of  the 
Northern  Renaissance  with  their  frequent  depictions  of  cruci- 
fixion, martyrdom,  and  hell. 

"My  recent  images  began  as  landscapes  with  animals  playing  a 
very  minor  role.  However,  as  the  series  progressed  the  animals 
became  more  prominent  and  more  violent.  I  use  the  animal 
images  as  metaphors  for  the  plight  of  the  individual  and  the  terror 
of  individual  survival.  The  animals  are  usually  in  hostile  confronta- 
tion within  a  landscape  which  is  often  both  threatening  and  idyllic. 
Each  of  my  paintings  usually  contains  a  placid  suburban  scene 
which  serves  as  an  ironic  counterpoint  to  the  main  action  in  the 
image  just  as  our  own  Utopian  visions  seem  to  be  an  ironic  counter- 
point to  the  reality  of  human  existence." 


Born: 

1952 


Education: 

Skowhegan  School  of  Painting  and  Sculpture,  1976 

B.  F.A.,  Cleveland  Institute  of  Art,  Cleveland,  Ohio,  1977 
M.F.A.,  University  of  California,  Davis,  1979 

Present  Position: 

Assistant  Professor,  Department  of  Art,  University  of  Maryland,  College  Park 

Grants  and  Fellowships: 

NEA/SECCA  Southeastern  Artists  Fellowship,  1984 
Tennessee  Arts  Commission,  Visual  Arts  Fellowship,  1984 
Awards  in  the  Visual  Arts,  1983 

Selected  Solo  Exhibitions: 

Phyllis  Kind  Gallery,  New  York,  1984 

Newport  Harbor  Museum,  Newport  Beach,  California,  1984 

Phyllis  Kind  Gallery,  New  York,  1983 

Karl  Bornstein  Gallery,  Los  Angeles,  1983 

Karl  Bornstein  Gallery,  Los  Angeles,  1981 

George  Belcher  Gallery,  San  Francisco,  1979 

C.  N.  Gorman  Museum,  Davis,  California,  1979 

Selected  Exhibitions: 

"Narrative  Paintings  from  the  Metropolitan  Museum  of  Art,"  Tamayo  Museum,  Mexico  City,  1984 
"Conflict,"  Henry  Art  Gallery,  University  of  Washington,  Seattle,  1984 
"Profiles,"  Art  Gallery,  University  of  Maryland,  College  Park,  1984 

"Awards  in  the  Visual  Arts  3,"  San  Antonio  Museum  of  Art;  Loch  Haven  Art  Center,  Orlando,  Florida; 

Cranbrook  Academy  of  Art  Museum,  Bloomfield  Hills,  Michigan,  1984 
"New  Narrative  Painting,"  The  Museum  of  Art,  Ft.  Lauderdale,  Florida,  1984 
"Chicago  International  Art  Exposition,"  Navy  Pier,  Chicago,  1984 
"Painting  and  Sculpture  Today,  1984,"  Indianapolis  Museum  of  Art,  1984 
"Works  on  Paper,"  Memorial  Union  Art  Gallery,  University  of  California,  Davis,  1984 
"Dialogi  Nell'arte,"  Palazzo  Ducale  Di  Gubbio,  Italy,  1984 

"Selections  From  the  Yaseen  Family  Collection,"  Neuberger  Museum,  State  University  of  New  York, 
Purchase,  1984 

"Ten  New  Narrative  Paintings,"  The  Metropolitan  Museum  of  Art,  New  York,  1983 
"Six  New  Gallery  Artists,"  Phyllis  Kind  Gallery,  Chicago,  1983 

"Artists  Toys,"  Children's  Aid  Society  Benefit  Exhibit,  Vanderwoude  Tananbaum  Gallery,  New  York,  1983 
"Invitational,"  Grace  Borgenicht  Gallery,  New  York,  1983 
"Chicago  International  Art  Exposition,"  Navy  Pier,  Chicago,  1983 
"Inaugural  Exhibition,"  Phyllis  Kind  Gallery,  New  York,  1983 
"Inaugural  Exhibition,"  Phyllis  Kind  Gallery,  Chicago,  1983 

Selected  Collections: 

The  Metropolitan  Museum  of  Art,  New  York 

Chase  Manhattan  Bank,  New  York 

Philadelphia  Museum  of  Art 

Cleveland  Museum  of  Art,  Cleveland,  Ohio 

Security  Pacific  Bank,  Los  Angeles 

Newport  Harbor  Museum,  Newport  Beach,  California 


MESSENGER  II  1984 
ceramic 

39^2  X  171/4  X  10  inches 


Thomas  Suomalainen 


"Nature  in  its  continuity  carries  with  it  beauty  and  sadness.  Devas- 
tating weather,  seismic  activity,  fire  and  tragic  human  conditions 
are  events  which  stimulate  reactions  of  terror,  fear  and/or  despair. 
The  grotesque  and  ugly  and  the  pathos  and  tenderness  of  many 
works  of  art  stir  our  emotions.  These  current  works  from  my  studio 
represent/suggest  thoughts  related  to  fear;  however,  the  sobering 
thoughts  are  apparently  softened  with  humor.  The  masking/ 
unmasking  of  fear  is  represented  in  many  works  from  this  repre- 
sentative selection  from  a  specific  work  cycle  in  which  the  tragic/ 
comic  is  explored." 


Bom: 

1939 


Education: 

B.A.,  University  of  Minnesota,  1961 
M.F.A.,  Tulane  University,  1963 

Grants  and  Fellowships: 

NEA/SECCA  Soutlieastern  Artists  Fellowship,  1984 

Awards: 

The  North  Carolina  Prize,  The  New  York  Times  Company,  1984 

Selected  Exhibitions: 

"U.S.A.  Portrait  of  the  South,"  Palazzo  Venezia,  Rome,  1984 

"Ten  Years/Ten  Artists,"  Green  Hill  Center  for  North  Carolina  Art,  Greensboro,  1984 
One-person  Exhibition,  Hodges/Taylor  Gallery,  Charlotte,  North  Carolina,  1984 
One-person  Exhibition,  The  Arts,  Chapel.  Hill,  North  Carolina,  1984 

Selected  Collections: 

R.J.  Reynolds  Industries,  Inc.,  Winston-Salem 

Old  Salem  Incorporated,  Winston-Salem 

Wachovia  Bank  and  Trust  Company,  Winston-Salem 

NCNB  National  Bank,  Charlotte 

North  Carolina  Department  of  Commerce,  Raleigh 

Weatherspoon  Art  Gallery,  University  of  North  Carolina  at  Greensboro 


Checklist  of  the  Exhibition 


All  works  are  courtesy  of  the  artists  unless  otherwise  noted. 
Dimensions  are  given  in  order  of  height,  width,  depth. 

Scott  Duce 

1 .  VISIT  TO  A  PHOTOPLAY    1 983 

acrylic  and  collage  on  paper 
21  X  17  inches 

*2.  APARTMENT  CONTRADICTION  1984 

acrylic  and  collage  on  canvas 
58  X  58  inches 

3.  URBAN  TOREADOR  1984 

acrylic  and  collage  on  canvas 
56  X  56  inches 

4.  THE  PERIMETER  1984 

acrylic  and  collage  on  canvas 
52  X  58  inches 

5.  MAROON  MATINEE  1984 
acrylic  and  collage  on  paper 

21  X  25  inches 

6.  WHITE  WALL  1984 
acrylic  on  paper 

17  X  21  inches 

Stephen  Fox 

7.  ALLEY  AT  DUSK  1984 

oil  on  canvas 
36  X  30  inches 

8.  AT  CITY  BOTTOM  1984 

oil  on  canvas 
18y2  X  36  inches 

9.  UNION  CITY  LANDSCAPE  1984 
oil  on  linen 

18  X  24  inches 

10.  SHOCKOE  BOTTOM  1984 
oil  on  linen 
46  X  48  inches 

*11.  BEHIND  THE  FURNITURE  STORE  1984 

oil  on  canvas 
30  X  27 y4  inches 

12.  FIRST  STREET  1984 

oil  on  canvas 
16  X  28y2  inches 


13.  LOST  IN  THE  BACK  ROADS  (PEA  SOUP)  1985 
oil  on  linen 

26  X  45  inches 

John  M.  Hall 

14.  TWO  HALVES  1983 
silver-print  photograph 

27  X  1772  inches 

*1 5.  PATTERN  ABSTRACTION  I  1984 
silver-print  photograph 
263/4  X  1874  inches 

16.  PATTERN  ABSTRACTION  II  1984 

silver- print  photograph 
33  X  IV/a  inches 

17.  PATTERN  ABSTRACTION  III  1984 

silver-print  photograph 
243/4  X  17  inches 

18.  STRIPES  AND  TRIANGLE  1984 
silver-print  photograph 

3572  X  2872  inches 

19.  ALTERNATING  STRIPES  1984 
silver- print  photograph 

273/4  X  14  inches 

20.  SURFACE  WITH  LINE  AND  SHADOW  1984 

silver-print  photograph 
36  X  26  inches 

Robert  Hausey 

21.  SLEEPING  VENUS  1983 

oil  on  canvas 
96  X  84  inches 

*22.  NIGHT  1983-84 
oil  on  canvas 
96  X  84  inches 

23.  BLUE  SKY  1983-84 
oil  on  canvas 
96  X  84  inches 


24.  OCEANSIDE  1984 
oil  on  canvas 

96  X  84  inches 

25.  SHADOW  1984 

oil  on  canvas 
96  X  841/4  inches 


Susan  Iverson 

26.  PASSAGE-THE  DEAD  OF  NIGHT  1984 
wool  on  linen  warp 

72  X  84  inches 

27.  ENTRY- LAUGHING  FATES  1984 
wool  on  linen  warp 

72  X  90  inches 

28.  VIEW-PARACAS  TO  ICA  1984 
wool  on  linen  warp 

72  X  84  inches 

29.  DOORWAY-SEDUCTION  1984 
wool  on  linen  warp 

72  X  84  inches  . 

*30.  VIEW-QUIET  PASSAGE  1984 
wool  on  linen  warp 
72  X  96  inches 


Leonard  Koscianski 

31.  SWINE  DIVE  1982 
oil  on  canvas 

481/4  X  68  inches 

Loaned  by  Karl  Bornstein,  Santa  Monica,  California 

32.  SYLVAN  1983 
oil  on  canvas 

66  X  48  inches 

*33.  HEAD  TO  HEAD  1984 
oil  on  canvas 
96  X  138  inches 

Loaned  by  Robert  and  Nancy  Kaye,  Rumson,  New  Jersey 


34.  NICE  DOGGIE  1984 
oil  on  canvas 

138  X  96  inches 

Courtesy  of  Phyllis  Kind  Gallery,  New  York,  New  York 

35.  NOCTURNE  1984 
oil  on  canvas 

40  X  60  inches 

Loaned  by  Susan  H.  Hilpert,  Seattle,  Washington 


Thomas  Suomalainen 

*36.  MESSENGER  II  1984 
ceramic 

391/2  X  171/4  X  10  inches 

37.  MESSENGER  III  1984 
ceramic 

701/4  X  151/4  X  13  inches 

38.  MESSENGER  IV  1985 
ceramic 

36  X  13  X  10  inches 

39.  MESSENGER  V  1985 
ceramic 

34  X  9  X  8  inches 

40.  JUGGLER  II  1985 
ceramic 

29  X  14  X  12  inches 

41.  JUGGLER  III  1985 
ceramic 

331/2  X  9  X  7  inches 

42.  JUGGLER  IV  1985 
ceramic 

241/2  X  15  X  10  inches 

43.  JUGGLER  V  1985 
ceramic 

25  X  16  X  10/2  inches 


*Work  reproduced  in  catalogue 
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